Abstract:
Shakespeare's immense cultural value can be seen by the numerous book, movie, and internet references to his work which populate modern society. However, this was not always the case: for hundreds of years Shakespeare remained the almost exclusive property of the aristocracy and academia. Scholars have noted how this perception of Shakespeare shifted during the Victorian era, but have not yet explored how this influences contemporary interactions with Shakespeare. This paper, through a case study on the third murderer of Macbeth, argues that the Victorian Era changed the way modern people conceptualize and interact with the playwright by beginning the legacy of engaging with Shakespeare as a pop culture icon.
hakespeare was not always the legendary pillar of English language, literature, and culture he is today. In the more than 400 years since Shakespeare began writing his now world-renowned plays, his cultural value and the methods of interacting with his work have constantly evolved. Such an evolution would not have been possible without both high and low culture interacting with his texts in numerous ways. 1 The Victorian era marked a turning point in the changing perceptions of what Shakespeare means to society. His pop culture status expanded and became more prevalent because of a obsession with his life and works. The explosion of conversation about the mysterious 'third murderer' character in Macbeth presents a specific case to examine Shakespeare's shift from a beloved playwright for aristocrats and academics to the epitome of English literature.
1 Numerous scholars address this point, including Robert Shaughnessy (ed.) in The Cambridge Companion to Shakespeare and Popular Culture, Many of Shakespeare's plays were not published until after his death. From edition to edition inconsistent dialogue, character names, and settings indicate the disconnect between Shakespeare writing for performance and when those words reached print. The situation of an entirely new character appearing out of nowhere intrigued and excited the Victorians, engaging a litany of people outside of academia from famous actors to conspiracy theorists. In Act III of Macbeth, Macbeth's old friend Banquo has now become a major obstacle in Macbeth's quest for power because the witches prophesied that it would be Banquo, not Macbeth, who would father the new line of Scottish kings. Macbeth once again takes fate into his own hands, and hires two mercenaries -called murderers -to assassinate Banquo, saying: "Both of you know Banquo was your enemy… so he is mine, and in such bloody distance / That every minute of his being thrusts against my near'st life." 2 The mystery of the third murderer is that at the appointed time -Act III Scene 3 -there are three murderers there to accomplish Banquo's assassination, not two. This situation is unique among the many inconsistencies in Shakespeare's texts because the wording in Act III Scene 1 makes it clear Shakespeare did not forget to mention there was a third man there when Macbeth hired the murderers that went unmentioned or a line was later accidentally omitted from the scene where Macbeth first meets the murderers. Macbeth in the above quote speaks to "both" of the murderers, implying two, and in Act III Scene 3 the first words from the first murderer to the third murderer are "But who did bid thee join with us?" demonstrating that the other two murderers do not know who the third murderer is, or at least did not know he was coming.
3 The introduction of this mysterious character presents multiple questions to Shakespeare's audience: How did he know to meet the other murderers there? Who sent him? Who is he?
The purpose of this paper is not to suggest a new theory about the identity of the third murderer. Instead, I discuss the new community of Shakespearean enthusiasts who emerged due to and debated this mystery, and the implications of their discourse. 
Editorial Interactions with Shakespeare
Before the Victorian era, the intentions of those interacting with Shakespeare was to preserve his works for posterity. While analysis and entertainment were encouraged, they were not the main endeavor of Shakespeare's editors. The First Folio was printed seven years after Shakespeare's death in 1616 and was the first place Macbeth was printed, along with 17 of Shakespeare's other plays. It was commissioned by John Heminge and Henry Condell, actors with the King's Men and Shakespeare's friends while he was alive. 4 In their foreword to the text, Heminge and Condell encourage the readers "to read, and censure. Do so, but buy it first… whatever you do, Buy."
5 Heminge and Condell encouraged early modern readers to relate to Shakespeare's text, but only after protecting the longevity of his words through commercial means. The First Folio presented Shakespeare's plays in a way never before seen -in 1623, a folio collection consisting entirely of plays was a rare commodity in opposition to plays printed in quarto format.
6 Publishing in folio format had economic advantages because it enabled large amounts of text to be printed while also being an efficient use of expensive paper. Additionally, folio form had a high status, affiliated more with "religious, topographical or historical contents than the down-market products of the London theatre." 7 In the early modern world playwrights were not held in high esteem, but by publishing a collection of his plays -and particularly by publishing in a folio format -Heminge and Condell introduced Shakespeare to scholarly interest. By authorizing his plays through commercial means and disseminating his work through a sufficiently scholarly medium, Heminge and Condell began the legacy of preservation which characterized scholarship's interactions with Shakespeare for hundreds of years.
Many of Shakespeare's plays were printed after his death, and depended on print shops' outsourcing to prepare the text 5 emphasis on the chronological development of Shakespeare's writing -which contemporary Shakespearean scholarship still concerns itself with -developed in Malone's era. 15 The concern with performance and the introduction of new ideas and perspectives without a textual basis developed later.
As scholars' main endeavor was to create and guard an authoritative Shakespeare, the third murderer had no place in academia. Prevalent Shakespearean scholars in the eighteenth century did not explicitly address or try to alter the third murderer scene in the works they edited, much less create theories to explain the scene. These scholars undeniably admired Shakespeare's works: they did not seek to dispute a text's authority on the situations it detailed by suggesting their own solutions to textual inconsistencies. The focus was on textual authenticity. For a scholar who spent 30 years trying to ascertain the precise wording and order of Shakespeare's texts, the prospect of changing or giving a personal explanation for the third murder seems inconceivable. However, the Victorians diverged from this mentality towards Shakespeare by reintroducing him to society at large.
The Victorians and Shakespeare
The resurgence of popular interest in Shakespeare during the mid-nineteenth century was part of a broader fascination with the Elizabethan era. Shakespeare was for the vast majority of Victorians the representative of Elizabethan culture and language, and as such his popularity grew exponentially in the Victorian era. For example, Shakespeare was proclaimed "poet of the people" during the 1864 celebration of the playwright's birth, a mentality which was reflected throughout Victorian society.
18 Punch, a British humor magazine, coined the term "Shakespearanity" to describe the combination of reverence and familiarity with which majority of Victorian society regarded Shakespeare's works. 19 This term can retrospectively be used to characterize the changing mentality the Victorian's had in regards to Shakespeare because of their familiarity. I use Shakespearanity throughout the remainder of this paper to describe this phenomenon. Because of the Victorian's obsession with Elizabethan culture, Shakespeare became one of the most pervasive intellectual, artistic, and ideological social forces of Victorian society, influencing numerous aspects of life in a range social classes and situations.
Due to Shakespeare's enormous importance to the Victorians, his works were performed to an extent exceeding when he was alive. In 1843, the Theatre Regulation Act disbanded the distinction between patented -legitimate -theaters and unpatented ones, which allowed theaters that previously did not have access to Shakespeare's work to perform his plays, leading to an explosion of Shakespearean performances unparalleled in hundreds of years.
20 From London's West End to minor neighborhood theaters, Shakespeare was performed at such high volumes that the Theatrical Journal remarked even Shakespeare could be too much: "What an amazing folly to assume that Shakespeare is sufficient for all purposes!" 21 But the numerous performances of Shakespeare's works in London are not only the most obvious example of his importance to Victorian culture.
Shakespeare's prevalence was also seen in how his works were included in Victorian primary education no matter the student's socioeconomic class. A common educational practice during the Victorian era was to memorize large chunks of classic literature and then be able to recite them on command.
22 During the mid-nineteenth century, Shakespeare became commonplace material for this kind of instruction in addition to the classics of the Christian world, such as the Bible and Book of Common Prayer. 23 This was a controversial move, however, due to the strongly held Puritan beliefs of many Victorians. Shakespeare was seen by some as offensive. For example, an associate of Mary Ann Hearn begged Mary to give her personal copy of Shakespeare's works to her and "let her burn it, as she was sure it was an offense in the sight of God." 24 But despite this controversy, Shakespeare's prevalence was still incredibly powerful because both working class and educated people were interacting with Shakespeare in theatrical and educational contexts. This educational aspect of Shakespeare allowed the masses to understand his works from more than just an audience's perspective, and introduced the concept of non-scholarly interactions with physical texts.
Paton: The First Third Murderer Theorist
Allen Park Paton was introduced to Part of what makes the third murderer a singularly interesting and important aspect of Shakespeare's cultural history is how the changing Victorian mindset was driven by opinionated dialogue rather than the addition of new information. Paton, closing out his article, states "I would like to hear by whom a similar opinion has been held, and if on the same grounds." This statement serves two functions: an invitation for Paton's contemporaries to engage with him about his theory -which they did without reservation -and also as a means of authorizing his own theory. Paton specifically extended an invitation to people with "similar opinion," not those who disagree. However, as with Paton, the only requirement to having a viable theory on the third murderer was a familiarity with Macbeth and the ability to articulate one's opinion, so alternative theories inevitably -and quickly -appeared.
Expanding Conversations on the Third Murderer
The third murderer was one of the first topics of conversation the non-scholarly Shakespearean enthusiasts discussed and a conversation which grew exponentially. Paton's theory provoked an immediate response: in Notes and Queries alone, seven articles were published responding to Paton's theory within the year. Some of these responses, such as Erato Hills's, were rebuttals to Paton's arguments. Hills points out that in giving evidence for his theory Paton misquoted Macbeth, stating "Mr. Paton seems to have written from memory. The third murderer neither gives or repeats orders at all." 28 Furthermore Hills argues that Macbeth may have acted happy at the banquet for the benefit of the other nobles present, not because he was present at the assassination as Paton suggests. Alternatively, responses such as John Addis's were not direct rebuttals to Paton, but afford him thanks "for a quite original suggestion" before presenting their own theories. 29 Additionally, others such as E.L.S. argue that there could not be a secret identity for the third murderer. Instead, they argue the scene was written by someone other than Shakespeare, because Shakespeare would not have accidently made a character appear out of nowhere: "I can almost suppose the original assassination scene to have been dropped out of the prompter's book, and its hiatus defendus bridged over by some hurried scribe…" an answer they freely admit is rather unsatisfactory.
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These examples of enthusiasts interacting with Paton illustrate how third murderer theories spread throughout Shakespeare enthusiast's dialogue in the Victorian era and began to gain a pop culture status. It began with Paton's theory in Notes and Queries, then when responses, arguments, and alternative theories were presented the question of the third murderer became more prevalent outside of academia.
Later, big names in the Shakespearean community such as Henry Irving began writing about the third murderer and the mystery became common knowledge. As these events happen, it is important to note that Paton's theory and the third murderer mystery itself were provocative enough to actually cause all this conversation. The third murderer, unlike other Shakespearean mysteries, did not require knowledge beyond the play itself: the enthusiasts did not have to concern themselves with Shakespeare the author, just the product of his writing. Additionally, Banquo's murderer scene is a climactic moment of the play and by changing the third murderer's identity one can twist the fundamental questions of the play, like whether Macbeth is fundamentally evil. Later, people such as M.F. Libby utilize the third murderer as the cornerstone for theories about the play as a whole. From two short scenes, people were able to extrapolate numerous situations, conspiracies, and character analyses, feeding off each other and enabling the debate to grow into a pop culture phenomenon.
Shakespeare's New Pop Culture Status
As Paton, Hills, and other theorists' dialogue continued to expand, the idea of viewing and interacting with Shakespeare's works through a more creative lens became common outside of scholars' work with Shakespeare. Since the third murderer theorists were some of the first to introduce this new perspective, the question of the third murderer's identity was discussed throughout Victorian society outside of academia. Evidence of the third murderer developing a pop culture status can be seen in a famous actor and a humor magazine's interest in the mystery.
Henry Irving was a predominant Shakespearean actor during the Victorian era. He took complete responsibility for the Lyceum Theatre in London, and under his direction the company performed numerous Shakespeare plays to great commercial success. 31 Irving was the first actor to receive a knighthood, the ultimate indication of acceptance by higher British society.
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Irving published his theory on the third murderer as part of his series "An Actor's Notes on Shakespeare" in 1877 , arguing that the character labeled 'Attendant' who is seen bringing in the first two murderers in Act III Scene 1 is the third murderer. Irving utilizes the stage direction he would be intimately familiar with as both an actor and the Lyceum's stage manager in addition to the dialogue as a basis for his claim. Irving notes that before Macbeth calls in the first two murderers "all exeunt but Macbeth and attendant," which becomes the basis for Irving's argument that Macbeth trusts the attendant enough to have him help with Banquo's murder. 33 Additionally, Irving argues that despite the fact that the first two murderers do not recognize the third, the second assumes he is trustworthy, meaning they probably vaguely recognized him, stating "My theory would account for this familiar acquaintance on the part of the third murderer without recourse to any such violent probability as that the third murderer was Macbeth himself." 34 This particular theory speaks to the theatrical communityIrving notes that the third murderer does not appear in any dramatis personae "of any edition which I bear in mind" -and illustrates Irving's prominence in the acting community . 35 The fact Irving's opinion on this matter was sought and subsequently published speaks to both his reputation as an actor and the non-academic nature of the third murderer mystery.
Interestingly, Irving claims that since the question of the third murderer's identity was introduced by Paton in 1869, no one has thought to identify him as the attendant: "A theory on this subject has struck me, which has not, so far as I am aware, been hitherto advanced." 36 A reason why Irving was the first to introduce the attendant as a possible candidate for the third murderer is a continued adherence to 'official' Shakespeare, even as enthusiasts began to separate from academia in their interactions with his works. Moy Thomas in his rebuttal of Irving's theory states "Mr. Irving attempts to arrive at the identity of the third murderer, but utterly fails through mistaking interpolated stage directions in the play for Shakespeare's." 37 Even as the dialogues between enthusiasts and scholars became increasingly separated, the history of scholars trying to determine what is authentically Shakespeare's content still influenced enthusiasts' theories. However, even as Irving's theory was rebutted by Thomas, it proves an important point: one did not have to be Shakespearean scholar to have a valid and interesting perception of Shakespeare's works, and the theory did not need to depend on Shakespeare's 'authentic' words. Beyond individuals, publications also interacted with the Shakespeare enthusiast community by presenting their own theories. Punch was a weekly British humor and satire magazine which began in the 1840s and grew in influence throughout the Victorian era.
38 Punch recognized enough people would be familiar enough with the third murderer mystery they only explained the situation they were addressing in the title "How the Third Murderer Came to be Introduced to Macbeth," illustrating the pop culture status Macbeth's third murderer gained during the this time. In April 1877, it issued its own explanation for how the third murderer came to be through a sketch written by Francis Burnand about a behind the scenes moment at the Globe. An actor for the King's men, named Tymkyn, complains to Shakespeare about his part of the attendant is too small: "One line, Sir; only one line and that [with inexpressible contempt] a mere feeder for Macbeth." 39 As Tymkyn continues to argue his point, Richard Burbage notes to Shakespeare, "You do know you want to a good man in the attendant's part, Tymkyn'll do it for you, if you just give him a line or two more…" thus pushing Shakespeare to include extra lines in Macbeth for Tymkyn. Shakespeare initially considers making Tymkyn a fourth witch, but after Richard Burbage's appeal for "no more of your arointed witches!" Shakespeare decides to make the character of the attendant double as a third murderer. "Then next day at rehearsal, Master Ralph Tymkyn was present with a part carefully written out in the largest and roundest hand, extending for over three pages, and containing several additional lines for the Attendant, who henceforth doubled as the character of the Third Murderer."
Though the skit was short and intended for humor, Punch's utilization of this mystery shows the magazine's audience would have been familiar with the third murderer, indicating its widespread prevalence and popularity. In addition to demonstrating the Victorian's familiarity with the subject of the third murderer, Punch's utilization of it in the magazine introduces another reason for the third murderer's popularity: it's economic viability. Punch is an example of how the third murderer was intriguing enough to sell, and considering how Punch's circulation and influence expanded during the Victorian era, the third murderer mystery sold well.
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Economic forces are never absent from a text's cultural history, and the third murderer's evolution into a popular question is no exception. However, the economic viability of the third murderer mystery which Punch capitalized on only existed because of Paton's initial article, which demonstrates how once Paton began a new legacy of interaction with Shakespeare's texts, the "misreadings," to quote McKenzie, built on each other to create a cultural community.
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After the introduction of third murderer theories in the 1860s, Shakespearean enthusiasts expanded their theories to Macbeth as a whole and other Shakespearean texts. Many of these 40 Appelbaum, Stanley and Richard Michael Kelly eds. (Great Drawings and Illustrations from Punch, 1841-1901:) Shakespeare was using a spy-system of sharing information in Macbeth by refusing to give the name of the true villain, the third murderer. "It should be remembered that Shakespeare does not merely neglect to name the third murderer, he emphasizes the mystery in every possible way to arouse our curiosity." 42 Libby references Paton's arguments that the third murderer was Macbeth, but explains how his points better apply to Ross: in particular, Libby claims that it was the waiting to hear the news of Banquo's murderer that unhinged Macbeth's mind, rather than his direct involvement with the murder, which is the opposite of the argument Paton made.
43 Such theories about Macbeth as a whole and the third murderer specifically were only possible outside scholars' research and guardianship of 'official Shakespeare.' Low culture enthusiasts such as Libby were the people who introduced creative interpretations of Shakespeare's plays, enabled by the theories begun by enthusiasts such as Paton. Modern concepts of Shakespeare have been built by the aristocracy and scholars and later by enthusiasts over four hundred years of discourse. The Victorian era's obsession with Shakespeare's life and works created the environment necessary for low culture enthusiasts to interact and enjoy Shakespeare separate from academia. These dual conversations still exist today, and shape the way modern culture understands and values Shakespeare. The familiar and worshipful Shakespearanity of the Victorian era was essential to this evolution: without it, Shakespeare would not have reached the lower classes and therefore could not have become the modern epitome of English language and literature. Shakespeare created his plays for all facets of society, writing for the groundlings and Royalty alike. His legacy belongs to people of all classes as well, and no fact demonstrates this more than the zeal the entirety of Victorian society embraced his works. More important than their ardor, however, is the new ways enthusiasts interacted with Shakespeare's works without the traditions of scholarship to limit them. The legacy of enthusiasts such as Paton, who dared introduce their own ideas into Shakespeare's plays, fundamentally changed the way we interact with Shakespeare in the modern day.
Bibliographic scholars have historically struggled with the idea that an author has a right to not be misread. 48 It was a concept Malone and the other eighteenth century scholars supported, evidenced by their endeavors to create a text which followed Shakespeare's words as closely as possible. However, the interactions after the Victorian Shakespeare was and is a poet for the people and in our interactions we contribute to a four hundred yearlong legacy of cultural and scholarly interaction.
49 Ibid, 40. 50 Ibid, 45.
